Narrative cartographies
Mapping the sacred in Gothic stained glass GERALD B. GUEST Much has been written in recent years about cultural constructions of space.1 In the field of early modern studies, to take two key examples, much attention has been paid to the technologies of cartography and linear perspective.2 Scholars from various disciplines have shown how these and other technologies were used to record, measure, rationalize, and encapsulate space. Coupled with these visualizing strategies were ideologies of emplacement that made meaningful the various spaces charted by European elites. In their wake, whole new worlds emerged that served new structures of power and new economies of knowledge and capital. With remarkable efficiency and efficacy, these new technologies of the visual formed a conceptual grid onto which new understandings of the world could be developed and examined. One of the unfortunate side effects of this productive new scholarship on space has been a relegation of the medieval as a premodern, pretechnological other, an era relatively deficient in spatial technologies. Yet taken on its own terms, medieval culture reveals a remarkable investment in the power of the visual and the spatial. Medieval churches, for example, in their physical layout, figural embellishment, and liturgical use, offered their original audiences complex spaces in which the real and the virtual combined to figure the sacred in sophisticated and fluid ways.
It is the contention of this article that medieval studies and specifically the study of medieval visual culture have something to contribute to the debates on spatiality currently animating the humanities and social sciences.3 In what follows I would like to consider how medieval art might be read in a broadly cartographic fashion. To do this, I will focus on some of the complex narrative stained-glass windows made for European churches in the twelfth and thirteenth centuries. The "maps" contained in these windows are not maps in the modern sense of the word. Medieval people regularly created what we call maps (as well as what might be called "itineraries").4 These documents represented various spaces and places, some local, some global.
They served a variety of purposes from the navigational to the spiritual. Such maps are not to be found in stained glass.5 Instead, in what follows I will be concerned with what might be called indirect mappings in which
Research undertaken for this article was made possible by a Grauel Faculty Fellowship from John Carroll University A preliminary version was presented at Case Western Reserve University in April 2006. I thank those in attendance for their comments and Jonathan Alexander for comments on a written version of this piece. In addition to reading these windows with an eye toward cultural geography, I also want to consider them ideologically, as responses to certain processes at work in the medieval social landscape. These artworks can, in short, be read as works of opposition designed to speak to an audience whose social milieu was becoming rapidly more urban and more secular. 6 In order to make this overarching point I want to offer readings of windows that are, in a word, spatial-readings that attend to the various ways in which narratives are "sited" in the pictorial language of the central Middle Ages.
Cognitive mapping
As a point of departure, I would like to appropriate the concept of "cognitive mapping" as it is now used by certain critical theorists. The term finds its origin in cognitive psychology but is now used throughout the sciences and the humanities in a-multiplicity of ways. Because of its diverse history, a brief discussion of the term is in order.
The term was first used by the psychologist Edward Tolman in a 1948 paper entitled "Cognitive Maps in Rats and Man." 7 In his now-classic paper, Tolman studied the ways in which rats learned to navigate a maze in order to receive food. He argued that the rats were able to store in their brains spatial knowledge of their environments in map-like forms, something that humans must also do. In its original sense, then, a cognitive map is a mental construct, used by human beings and animals to navigate a space. Now, over fifty years after Toi man's pioneering work, cognitive scientists continue to study the ways in which humans learn about, recall, and navigate spatial environments. The study of cognitive mapping in this sense remains a productive area of investigation. 8 Beyond this, however, the term has also led to other types of investigations in other disciplines. It has, for example, proved extremely fruitful in the area of geography and urban studies. Here, again, there is a seminal text toward which one must gesture, namely For this work, Lynch conducted a series of experimental interviews to study the ways in which people think about and recall urban environments. Lynch selected three different urban landscapes for study: downtown Los Angeles, Jersey City, and Boston. Although his bibliography does not cite Tolman, Lynch seems very much indebted to work in cognitive psychology from the 1940s and 1950s. In essence, Lynch attempts to move from Tolman's rats in mazes to people in cities. He is interested in mental images and how they correspond to the actual built environment, and he is especially interested in itineraries-how humans get from point A to point B in daily life. He speaks of cities as having varying degrees of "legibility"-a concept defined as the relative ease with which one is able to decipher, process, and remember aspects of urban environments. To this end, Ly nch breaks down urban form into key cognitive units or building blocks-the path, the landmark, the edge, the node, and the district.
In the wake of such seminal studies as those ofTolman and Lynch, social scientists have been forced to ask what exactly it means to say that people construct cognitive maps in their minds. Are we speaking about virtual, Euclidean maps with something akin to real-world accuracy or something much more incomplete? Experts now tend to believe the latter. 9 Cognitive maps are not whole. They have gaps and distortions. They are dynamic and non-Euclidean. They are interwoven with our own sense of body and personal space. They are thus bound up intimately with individual subjectivities. To speak of cognitive maps, then, is something of a simplification; our mental "maps" bear only passing resemblance to the maps that we as modern Westerners use as navigational aids. Nevertheless, the concept remains useful to scientists.
Finally, the idea of cognitive mapping has entered the humanities, again through the work of a single, major thinker, in this case Fredric Jameson, who appropriates the term via the work of Kevin Lynch. Jameson's first use of the term, as far as I know, occurs in a 1984 article published in the New Left Review and entitled "Postmodernism, or the Cultural Logic of Late Capitalism" (this piece was incorporated with only minor changes into Jameson's 1991 book of the same name). 10 Toward the end of this long article, Jameson uses the idea of a cognitive map to critique postmodern space and the ways in which subjects are inserted into its discontinuous realities. Postmodern space is to be resisted, according to his argument, precisely because it is so difficult to map cognitively. That is, it goes beyond "the capacities of the individual human body to locate itself" and "to organize its immediate surroundings."11 Jameson takes this notion from Lynch?a space that cannot be mapped cognitively is a site of alienation.
Jameson's approach to space is broadly historicizing. In his account, the modern capitalist state is organized using the logic of the grid, which supersedes the premodern (presumably medieval) organization of space, which was simultaneously more "sacred" and "heterogeneous." The emergence of what Jameson calls "Cartesian homogeneity" can be tied to an economic base. Thus, space is intimately bound up with politics and class. A "cognitive map," in this sense, might be thought of as a spatialized or visualized form of ideology. Jameson then argues that the idea of cognitive mapping might also be appropriated as a conscious aesthetic and, potentially, an act of resistance against such a dominant ideology. The resulting cultural objects would allow individuals to have a greater sense of their location within the world.
It should be noted that these two notions (cognitive mapping as ideology vs. cognitive mapping as oppositional aesthetic) are rather different. When linked with the notion of ideology, the idea of a "cognitive map" is perhaps best seen as a kind of spatial unconscious, a set of ideas and assumptions that governs the way a culture understands and creates spaces. In this sense, Jameson stakes out a powerful yet flexible approach for studying the representation of places and spaces, asking us to consider the ways in which space encodes relations of power (what he calls "the struggle with and for representation"). Such a conceptualization goes far beyond what Tolman and social scientists meant by the term "cognitive map." Indeed, Jameson and his respondents have moved the term from the realm of the psychic to the realm of the social without completely divorcing it from the former. It is in this critical intervention that the term becomes useful for the study of visual culture.
Reading medieval glass
How then might the notion of cognitive mapping be applied to premodern visual culture and specifically to stained glass? We must begin with a few remarks about the form and content of stained-glass windows in the twelfth and thirteenth centuries and about their setting in Gothic churches.12 In surviving twelfth-century examples, stained glass can be found in both monastic and secular churches (most often cathedrals). By the early thirteenth century, however, it is most often in cathedrals that one finds the greatest abundance of surviving glass. Gothic cathedrals were, by definition, contradictory places. They were both sacred and secular (literally, of this world). They were administrative centers, housing bishops and clergy who oversaw dioceses. They were urban churches in a world that was increasingly dominated by city life.13
Their sumptuous decoration in sculpture and glass was an attempt by learned clergy to speak to the diverse populations of cities?merchants, laborers, students, marginals, and pilgrims. The rise of the stained-glass window also provided the laity with opportunities for artistic patronage; surviving windows from this time feature images of donors of various social ranks, shown individually and as members of merchant groups.
The art of the Gothic cathedral, which was generally created in collaboration between clergy and lay artisans, was contradictory in nature. The stained glass of the twelfth and thirteenth centuries transformed the Gothic cathedral into a vision of heaven, a place of retreat from the noise of the city. But it also absorbed and ventriloquized the city's diverse voices, both sacred and profane. This is an art that attempted to sanctify its surroundings but also had to appropriate and reckon with them in order to do it. Here, I find especially appropriate Colin MacCabe's definition of the Jamesonian political unconscious and its cultural workings: ". . . every text is at its most fundamental level a political fantasy which in contradictory fashion articulates both the actual and the potential social relations which constitute individuals within a specific political economy/'14 Such was medieval stained glass in the fantasmatic setting of the Gothic cathedral.
The narrative windows that inspired this study are generally dedicated to either biblical protagonists, saints, or certain New Testament parables (especially the Prodigal Son and the Good Samaritan). They often take the form of a journey. In a theological sense, this journey is the "journey of life," a common metaphor in Christian thought. As early as the New Testament Epistles theologians asserted that the Christian soul endures a life of exile on this earth, undertaking a journey whose hoped-for destination is reunion with God in the afterlife.15 The journey windows of this period foreground this notion in pictorial form. The heroes and heroines of these artworks are seen repeatedly traveling the world on foot, on horseback, or by boat, often in pursuit of the sacred. These images of travel are used to make connections between homes, cities, courts, churches, tombs, and other sites. It is along the trace of this itinerary that an externalized cognitive map of the medieval world emerges. Within the spaces of these maps, the identity of each window's protagonist emerges in relation to the sacred and the social. In simple terms, identity is a site-specific construct in these artworks.
Mapping and subjectivity intertwine.
To read stained-glass windows in such a fashion might seem fundamentally narratological in approach. This, however, is not my intention. Instead, this essay seeks to flesh out the ways in which the narrative art of the Middle Ages both represents and misrepresents its social milieu.16 To do this, these visual narratives need to be read against the medieval world. This is undoubtedly a complex task, and in the space of an article I can only gesture toward what such a hermeneutic might offer.
My readings here might be said to form a response to two of the most provocative recent studies of medieval stained glass, those of Wolfgang Kemp and Jane Welch Williams.17 Kemp's work offers the reader a powerful application of structuralist narratology to the complex, multi-scened windows of the twelfth and thirteenth centuries, while Williams considers social and economic contexts as key factors in donor imagery and narrative content. The methodology of the former is notable for its sensitivity to formal issues while the latter opens up new ways of contextualizing religious art of the Gothic era. Neither approach, however, is without its drawbacks. Yet in responding to both scholars' work, it is my hope to offer a way of reading medieval art that links the visual to the social. In the end, the fit will not be precise. The windows considered here stand not so much as reflections of the medieval world but as reimaginings of it in a period marked by conflict and unrest.18 An attention to the spaces of these windows offers, I believe, an original and powerful way of gauging their ideological import. Much was at stake in the building of the Gothic cathedrals. The violent uprisings of townspeople that opposed their costly construction testify to this.19 The figural art of these churches responded to this unstable and rapidly changing world through the spatialization of political ideologies.
The Good Samaritan window at Sens Cathedral (ca. 1210) As a way into these issues, I would like to begin with the Good Samaritan window in the ambulatory of Sens Cathedral (figs. 1-3).20The parable of the Good Samaritan was one of the more popular themes 18. Williams argues that the images of local merchants in the stained glass at Chartres were not straightforward donor scenes but rather signs of the kind of deference and economic favoritism that the cathedral clergy expected of the urban laity in this period. See Both types of windows concern themselves with salvation?with the necessity of Christ's coming into the world and the necessity of his death, as prefigured in the Old Testament, and the resulting benefits for humanity.
The same can be said of the typological windows of the Good Samaritan. With this shift in subject matter to a parable text comes a new range of emphases that nevertheless mesh with the broader concerns of the typological windows of this period.
The Good Samaritan window at Sens is remarkable for its blending of diagrammatic and narrative elements, its organizational clarity, and its faithfulness to typology as an organizing principle. Unusual for glass at this time, Brazen Serpent, and the Golden Calf). Finally, the scene of the Samaritan delivering the traveler to the innkeeper is surrounded by scenes of Christ's Passion (Pontius Pilate's condemnation, the Flagellation, the Crucifixion, and the Holy Women at the tomb).
The first of the three typological clusters draws on an exegetical commonplace, namely that the traveler can be read as a symbolic Adam. 28 We find such a gloss as early as Origen in the third century.29 This notion is repeated by Ambrose, Augustine, Isidore, Bede, and other medieval exegetes. Origen notes that the Jerusalem from which the traveler departs can be read as Paradise (an idea found repeatedly in the exegesis). In a typological reversal noted by exegetes as early as Ambrose, the traveler is stripped of his clothes while Adam and Eve equate nudity with shame, something seen in the window at Sens.30 For many exegetes, the traveler's lost clothing represents the loss of innocence and the ensuing mortality that is the punishment for the Fall. As a result, the traveler and Adam and Eve experience a kind of exile beyond the garden/Jerusalem. Ambrose is among the earliest to mention this idea.
The traveler also represents humanity more generally; like Adam he is a homo lapsus or fallen being. Again, this reading is as early as Ambrose; exegetes regularly refer to the traveler as both a symbolic Adam and a symbol of the genus humanum. Such a reading is signaled in the Sens window by the inscription "homo" beneath the traveler in the scene at the center of the Raoul also notes that the parable allegorizes the "inadequacy of the law."32 This is conveyed in the window by linking the priest and the Levite, who pass by the injured traveler, to Moses, Aaron, and the Israelites ( fig. 2 ). Again, exegesis provides the precedent for this structuration. As early as Origen there was a belief that the priest and the Levite represented the law and the prophets and that they were unable to cure humanity of the injuries of the Fall.33 From the eighth century exegetes such as Raul the Deacon begin to evoke Moses (as a symbolic Levite) and Aaron (as a symbolic priest) when glossing the parable.34 Thus, their presence in the window is not surprising, but beyond the inadequacy of the law, the choice of scenes also stresses the role of free will and personal conduct within the Christian economy of salvation. Thus, Moses may represent the inadequacy of the law, but he is also singled out for his personal relationship with God. This is conveyed in the panels Thus, through its typological structure the window opens up a multidimensional space of journeys in which the viewer is implicated. The traveler's journey is contrasted with his typological equivalents. The city of Jerusalem, which should be read here both literally and allegorically, represents a space of desire and stability, neat and enclosed, but also empty and suggestive of loss ( fig. 1 ). Descending from that emptiness, that foreclosed space, the main panels depicting the parable create a path through the wilderness that is life on this earth for the Christian viator. The scene of the robbery gestures toward the dangers experienced by the soul; it contains no fewer than five attackers. As Manhes and Deremble have noted, the trees in the background tie the scene to paradise and to the Genesis narrative that it anchors, but these trees also signify that we are in the wilderness.43 The following scene, where the traveler is ignored by the worldly-looking priest and Levite, has an even greater feeling of desolation to it ( fig. 2 ). Similar trees are present, but now the traveler sits on a nearly barren hill, almost nude, like Job on his dung heap?an image of abandonment. The final scene in the parable shows the end of the road with the traveler and the Samaritan approaching the inn ( fig. 3 ). Here we see only its threshold. The traveler has not reached his intended destination (Jericho) nor has he returned to his point of origin (Jerusalem). The narrative, in this sense, refuses closure, suspended at the entrance to the inn, where a new beginning (in theory) awaits.
As we have seen, the Sens Good Samaritan window is rigorously, even relentlessly, allegorical. One is encouraged to read everything here as a sign against the other signs in the windows. The style of the window itself might be said to support this interpretation.
Elizabeth Pastan has noted that the window is notable for its "ponderous classicism" and that its "figures are robust and three-dimensional, but their number and groupings are carefully controlled for balance and legibility."44 Perhaps this style might be thought of as a narrative mode that pulls the window away from the everyday. As such, a socially engaged reading of the window and its ideology is especially challenging. This is a window about humanity's displacement after the fall and as such is not necessarily rooted in the specifics of life in northern France ca. 1200. Nevertheless, a more specifically historical reading may be possible. How might we map the story back onto the medieval world?
First, it is worth recalling that even though the parable itself is a framed narrative, a story told by Christ, the other scenes are not. They are historical. As such, for medieval Christians, they were real events, having occurred at specific times and at specific places. 46. In this respect, its meaning is almost diametrically opposed to the inns/taverns that sometimes appear in windows depicting the parable of the Prodigal Son. On these windows see note 6.
The spare, diagrammatic style found in the Sens Good Samaritan window is contrasted by other narrative windows from the period ca. 1200. In the latter, there is regularly an abundance of figural and scenic detail that is remarkable given the challenges of glass painting as a monumental medium. In turning to these narrative windows, we will see that many of the issues evoked in the previous analysis receive heightened treatment. The windows in question, which are most often hagiographic, take as their overarching theme the problematic pursuit of the sacred in the world. They reckon with this world in sharp specificity. 47 We shall see that the resulting cognitive maps interweave the allegorical with the literal in a fashion worthy of the most subtle of medieval exegetes.
The relics of St. Stephen window at Bourges cathedral (ca. 1210) As a second example, I turn to another popular figure in glass, namely St. Stephen. In this case, I focus on a window in the north side of the ambulatory of Bourges cathedral that deals with the discovery and history of his relics (figs. 4-6).48 Stephen is the patron saint of the cathedral, and there are several windows dedicated to him there. A second one, in one of the ambulatory chapels, depicts his life.49 He is also featured on one of the cathedral's five western tympana, where his martyrdom is depicted (ca. 1240). It is the history of his relics, however, as depicted in window 15, that will be of concern here. As the first Christian martyr, Stephen was enormously popular during the Middle Ages. According to Acts 6-8, he was one of the first deacons of the Church and became known for preaching and religious debate. This led to his being summoned before the Sanhedrin for questioning as a subversive. His responses so outraged the people that they took Stephen outside the walls of Jerusalem and stoned him. Because he was considered one of the first members of the Christian clergy, the Church actively promoted his cult in the Middle Ages. He was, for example, extremely popular as a dedicatee of churches. Among the cathedrals of France, those at Auxerre, Bourges, Chalons-en-Champagne, Metz, and Sens (among others) remain dedicated to him.50
According to church tradition, Stephen's relics were discovered only in 415 by a priest named Lucian, who was informed of their whereabouts in a dream by the Pharisee Gamaliel (cf. Acts 5:34 and 22:3).51 Once exhumed, Stephen's remains were installed in a basilica at Sion, near Jerusalem. Christian tradition also tells of two separate translations of the relics, one to Constantinople and another to Rome. These different events were commemorated in separate feasts during the Middle Ages. At Auxerre, for example, where the cathedral was dedicated to Stephen, there is evidence that at least from the fourteenth century there were four annual feasts dedicated to Stephen.52 December 26 marked his birth. August 3 commemorated the discovery of his relics. November 18 celebrated the transfer of his relics to Constantinople, while May 6 marked the translation to Rome. The first of these feasts was widespread and dates to the early Christian period, while the August 3 inventio was nearly universal in Western Europe by the central Middle Ages. The November 18 and May 6 translation feasts, however, were rare and celebrated, it would seem, in very few churches.
The evidence from Bourges suggests that the first three of these feasts were celebrated in the liturgical calendar.53 There is no surviving evidence (that I know of) to suggest that the May 6 feast commemorating Stephen's translation to Rome was celebrated there. In a sense, each of these three Stephen feasts celebrated at Bourges is commemorated in the glass and sculpture. The feast of Stephen's birth on December 26 is commemorated in the window and tympanum treating his life, while the feasts of his relics' inventio and translatio are represented in the relics window which considers these events as they unfolded in Jerusalem and Constantinople.54 The cultural geographies seen in the art are thus reinforced through the commemorative practice of liturgy.
The relics window is the longest surviving medieval cycle on this theme, containing nineteen scenes. The first nine concern the relics' discovery in Jerusalem. All but the last of these scenes is paralleled in the liturgical readings for the August 3 feast. However, the situation is different for the window's second half, which depicts the translation of the relics to Constantinople. Here, the window complements the liturgy. The readings for Gamaliel's role is to show Lucian the way to Stephen's remains, which had been lost to the faithful. In the liturgy for the inventio, it is noted that Gamaliel wore a white tunic and gold shoes and that he carried a golden rod (in the window it seems to be flaming). Elsewhere in the text for the feast the description is amended, noting that Gamaliel wore white with precious stones marked with the sign of the cross.55 In the window, however, Gamaliel wears a red cross, a costume associated in this period with holy warriors and occasionally Templars (more on this to follow).56
The next two panels constitute a story within the story, namely Gamaliel's exposition to the dreaming Lucian ( fig. 4 ). According to Gamaliel, Stephen's body was abandoned outside the walls of Jerusalem after his stoning and left in the wilderness to be devoured, but miraculously it was not (scene 2). In the window, Stephen's corpse is surrounded by wild animals while his soul is shuttled to heaven by an angel. Gamaliel and his son subsequently bury the body (scene 3). In the liturgy for this feast, it is explained that Gamaliel was also buried with Stephen along with Nicodemus and Abibas, respectively Gamaliel's nephew and son. After revealing this, Gamaliel tells Lucian to go to Jerusalem and report the information to his bishop. As Juliana journeys to Constantinople, demons attack the sacred remains, but divine forces rally to their defense (scene 13; fig. 6 ). Arriving at Ascalon, the journey to Constantinople continues on board a ship (scene 14). Danger again faces the travelers. In the written version of the story, a violent storm is calmed by the protomartyr himself who appears to the passengers after they invoke him in their prayers. The devil then sends demons in ships to attack the travelers and Stephen's remains. Scene 14 shows an angel defending the travelers by sinking two of the demons' ships. When the Byzantine emperor learns from Eusebius, the bishop of Constantinople, that Stephen's remains have arrived in the city, Juliana is summoned for an audience (scene 15). At her suggestion, the emperor sends a Jew to the ship to read the Hebrew titulus on the sarcophagus. The emperor's emissaries go with him and report that the remains are indeed Stephen's. The emperor then orders the bishop to go with the people and bring the remains back to the palace. The bishop loads them onto a cart, but the mules stop inexplicably at a place called Constantianus (scene 16). They are beaten to move them forward but (according to the text) miraculously one of the mules speaks to the crowd saying that the place where they have stopped is to be Stephen's new resting place.57 At its apex, the window diverges from the written version of the story. In the latter, the bishop informs the emperor of the unexpected halt of the relics. In the window, however, a messenger performs this role (scenes 17-18). The emperor seems to instruct the figure before him who is perhaps reporting what has happened to the relics. In the written version of the story, the 57. Patrologia Latina (see note 30), 41:822. all surprising given his association with the first of all martyrs. But this choice would seem to suggest more. As a soldier of Christ and a resident of Jerusalem, should we not interpret Gamaliel in his appearance here as a kind of crusader?
Consider the chronology. The earliest windows that we have on the theme of Stephen's relics are found at Chalons-en-Champagne and Le Mans and date from just after 1150, a time when Jerusalem was controlled by the Crusaders.59 Yet by the time of the making of the Bourges window early in the thirteenth century, Jerusalem had been lost?although recovery attempts continued into the thirteenth century. The dialectic of recovery and loss that animates the window thus mirrors the history of the Holy Land in this period.60 The window partakes of what might be called a cartographic anxiety, a sense of the temporariness and fluidity of borders and the ease with which they are ruptured.61 And even though the historical narrative of Stephen's inventio dates to the early Christian period when the Holy Land was firmly within the realm of Christendom and even though the earlier Stephen relics windows date from a moment of historical optimism, the window at Bourges is not quite the same thing. As the narrative is retold here, its meaning is altered. Although Gamaliel wears no armor, he is a still a miles Christi who comes to plead for more careful attention to Jerusalem's sacred landscape, one that is endangered by forgetting (the wilderness in which Stephen is abandoned visualizes that forgetting).62 Gamaliel embodies this anxiety of loss. The entire visual structure of the window is built upon an insistent rhythm of loss, followed by recovery, which is repeated from Rome to Constantinople. Gamaliel, as the window reminds us, has had to rescue Stephen twice, first after his martyrdom and second in the fifth century after
Stephen's remains are lost again. Even though Gamaliel and his companions initially provide the ptotomartyr with a proper burial, the site is not maintained in the community's collective memory. Thus the image of Stephen's exposed body in the second scene folds back onto the narrative connecting narrative past and present ( fig. 4) . The work of recovery and enshrinement that takes place in scenes 3 and 4 thus offers a model of devotional vigilance and a key aspect of the kind of cognitive mapping that regularly took place in the Middle Ages. The sacred past left its traces on the landscape of Christendom, but the map formed by these traces had to be continuously reinscribed through physical means (the translation and enshrinement of relics, for example) as well as through devotion at key sites.
Like Jerusalem, Constantinople was also an anxious site in the Western imagination in this period.63 The Byzantine Emperors' general resistance to papal authority in the period since the official separation of the Latin and Orthodox Churches in 1054 may help to explain the Bourges window's denouement The emperor is shown not only being forced to bend to divine will filtered through the bishop, but the subversion of his intentions comes via the intermediary of a humble messenger. The gauging of the political import of these scenes is, however, hampered by chronology. It is generally believed that the windows in the Bourges ambulatory were completed by 1214 as there is a document from that year indicating that services in the cathedral's choir were fully functioning.64 However, the windows may have been planned as early as the 1190s when construction began on the cathedral. These dates straddle the events of the Fourth Crusade in which the The presence of such sacred objects along with liturgical practice and works of art could transcend the vagaries of human history and the impasses it creates. Constantinople and Jerusalem thus were made virtually accessible to the medieval mind. They were given a powerful psychological presence which could be said to extend beyond typological figuration to the creation of a space that is best thought of as non-Euclidean. The window offers a cartographic fantasy, sanctifying Bourges and equating it with two of the most sacred cities of Christian history.
Interwoven with this discourse of place are discourses (figs. 7-11).70 Lubin was bishop of Chartres during the sixth century, and by the thirteenth century his life was commemorated there in a variety of ways. At the cathedral itself there are two windows depicting him, the nave window to be discussed here and an oculus above it in the clerestory; a lost window in the south transept also once depicted him with Saints Michael and Martin.71 Two feast days were dedicated to Lubin at Chartres, March 14 and September 16, the latter celebrating his translation. The Chartrain ordinary specifies that the clergy were to process to the reliquary of the saint on both of these feasts.72 This reliquary was perhaps kept within the canons' enclosure in the choir and apparently contained a portion of Lubin's skull.73
Lubin's sarcophagus was located in the crypt. 74 Outside of the city, there was a Benedictine priory dedicated to him and known as St.-Lubin-des-Vignes ("St. Lubin of the Vines"), a church seemingly sited among vineyards. The cathedral clergy processed to this church during Rogation week. 75 As we shall see, the window depicting Lubin's life intertwines hagiography and geography by associating him closely with the production of wine.
This window is one of the most challenging of its time, interweaving several seemingly distinct narrative registers. First, there is the life of the saint, which is presented as a journey of spiritual discovery in fourteen scenes (figs. 8-11). This pictorial vita is clustered around three striking roundels that depict the movement of wine from the countryside to the cellars of a church to its ultimate use in the Mass (figs. 8-10). Supplementing this at the bottom of the window are three enigmatic scenes that seemingly bear no relationship to the life of the saint (fig. 7) . One is set outside a tavern where a man is offered some wine. Above this scene is a puzzling double scene of an aristocratic-looking man with an entourage riding away from a church outside of which stands a group of laymen and three clerics. Finally, the in the latter as their protector and leader ( fig. 11 ). It is an assertion of the primacy of the sacred within the realm of the everyday.
In terms of structure, the window must be considered both typological and anagogical. By paralleling Lubin's life with the journey of wine from the countryside to its use in church, the window compels a typological reading as it moves from worldliness to sanctity in three distinct sections, representing Lubin's life as shepherd, then monk, then bishop. As Kemp has noted, the window also embraces an anagogical structure. In the three main sections of his pictorial vita, Lubin moves from worldliness to sanctity via the classic triad of before the law, under the law, and under grace (anfe legem, sub legem, sub gratia). This was the same structure used to tell the story of the Good Samaritan at Sens.78
In addition to its complex spatial organization, the Lubin window can be said to embrace both past and present. It commemorates the life of the saint but it is also concerned fundamentally with the diocese that Lubin served. It recognizes that both bishop and cathedral are firmly planted in the material world. Part of the cultural work of the window, then, is to perform a virtual sanctification of that world at a time of increasing secularization by intertwining religion and economy, as well as sanctity and its social emplacements. As a result, the visual narrative of the window is structured around a specific cultural geography. The narrative traverses the countryside, the city, the cathedral, and the diocese. The seemingly incongruous tavern scene at the window's base testifies to the marriage of religion and commerce that existed in episcopal cities in the central Middle Ages. At Chartres, for example, we know that by ca. 1200 various institutions controlled the city's taverns.79 The Benedictine monastery of St. Pere had jurisdiction over one, as did the local count and countess over others. It is possible that the cathedral may have also rented space to one or more taverners; no direct evidence, however, survives from this time. grapes were grown and thus had a vested interest in the wine trade.
Williams has considered this intermingling of spiritual and worldly economies in her work on the glass at Chartres. For her, the tavern at the base of the Lubin window represents specifically a tavern controlled by the cathedral selling wine produced in its vineyards ( fig.   7 ).80 In this line of thinking the wine in the window is the chapter's wine?made from grapes grown on their land, stored in their storehouse, and sold in their tavern within the shadow of the cathedral. The cupbearers in the margins recall for Williams the fact that tenant farmers on the chapter's lands were required to make payments in kind, often in the form of wine.81 In this reading the men in the border are subjects of the cathedral and its clergy and not necessarily donors. Such a reading, however, seems overly specific given the complex design of the window. Nevertheless, the cultural geography of the diocese was clearly a key concern of the window's designers and/or patrons.82 The complex, multi-dimensional structure of the window, however, resists any definitive reading. Instead, the viewer is presented with a collection of scenes set into a complex armature. The window requires what Madeline Caviness has called a "confabulation"?a weaving together by the viewer of discrete scenes into a coherent story.83 One must bring together these stories 80. Ibid., p. 84. 81. Ibid., pp. 80-81. of the saint's life, of the diocese, of its people, and of the wine trade. The window is as much about social space as it is about one particular person or point of view. It embodies the world of the city and its taverns, as well as the countryside and its agriculture. It evokes idealized relations between clergy and laity. In short, it presents a picture of the growing secularization of the medieval world and a wishful attempt to reverse that secularization while simultaneously acknowledging its existence. It weaves a narrative of the sacred that is firmly embedded in the city and just as importantly in the diocese, for city and countryside are irrefutably linked at both the beginning and the end of the story. These discourses of the sacred and the secular run throughout the stained glass of this period, but they are perhaps juxtaposed most powerfully here. Both the wine and the saint achieve transcendence but to do so the secular, the worldly, must remain in place. The viewer, in turn, is suspended, as an eternal pilgrim, shuttled between the two poles.
At the hagiographic level, the window is structured by a geography of desire. Lubin is presented as a searcher. He searches for knowledge and learning. He also searches for sanctity and a place within the institutional structure of the church. He goes from shepherd to monk to deacon to priest to bishop. He is driven by a desire for both the active and contemplative lives joined together in an ideal fusion. As such, he is very much in the world; and as a saint in the world, he transforms it. By ending the window with a miracle story, Lubin's desire to serve is ultimately mapped onto the diocese, sanctifying it and claiming it for the cathedral, in at least a spiritual sense.
Lubin himself was something of a geographer. It is said that he established the borders of the diocese in their definitive form.84 Many of the places mentioned in the medieval account of his life are located within the diocese of Chartres (Avitus's monastery in Le Perche, a hermitage at Charbonnieres, a monastery at Brou, the parishes of the diocese). This interest in the world is foregrounded in the window via a stress on Lubin as both a monastic and diocesan administrator. He is shown exiting the city on an episcopal visit near the window's apex ( fig. 10 ). City and country are thus intimately linked in the window, both agriculturally and ecclesiastically speaking. The city with its cathedral becomes one node among many in a spatial network. In terms of literal depiction, the city of Chartres is only shown when the bishop exits it to administrate the diocese. It thus exists as a nearly absent presence here. In a sense, the bishop substitutes for the city in the window. Ultimately, the window offers a broadly conceived geography of the sacred. It considers the progress and the presence of the holy in the material world. Here I find myself in agreement with Williams. The window does seem to articulate the chapter's desire to cast a sacred net over the diocese?it interweaves contemporary realities with the life of a key local saint. Beyond that, however, I wish to avoid reading too much historical specificity into the unnamed figures seen in many of the window's panels. To do so would be to assume that medieval clerics could control the reception of images.
In a window as complex as this, they surely could not. How then might we generalize about the externalized cognitive maps of the medieval world that emerge from this study of three of the more sophisticated visual narratives from the opening years of the thirteenth century? The maps in question might best be thought of as palimpsests, cartographies characterized by multiple reinscriptions. The reinscriptions in question are the traces of history, of individual human actions, and of the attempts to transform the fallen, exilic world into a collection of sites where connections to the sacred could be made. These connections are reinforced through the linking of individual sites into rhizomatic networks joined together via sacred objects such as relics and via religious acts such as liturgy and private devotion. In this sense, the externalized cognitive maps produced by medieval people must be seen as both heteroglossic and fluid, heteroglossic in the sense that as palimpsests they incorporate and revise a variety of preexisting texts and fluid in that they have the potential to inspire new maps.
Complicating this is the presence of a perceived anxiety about the fragility of the sacred and its susceptibility to rupture and erasure. The role of the visual in this discourse of sanctity and space might be said to be preservative. The narratives in question reinforce these particular non-Euclidean cognitive maps of the medieval world, urging the viewer to act, to maintain these ties to the sacred through individual and collective action. In all of these ways, then, we might reconceptualize the notion of a cognitive map as elaborated by Jameson and his respondents, considering it more akin to a process rather than an autonomous object. 88. On taverns in glass, see Guest (see note 6).
